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Abstract
Breanna Daley presented a master’s flute recital at 6 pm on October 4, 2022 in
Davis Hall at the University of Northern Iowa. Daley was assisted by Dr. Robin Guy on
piano. This recital was given in partial fulfillment of the Master of Music degree in Flute
Performance. The pieces on the program were Itinerant by Toru Takemitsu, Concerto in
D major, K. 314 by Wolfgang Amadeus Mozart, Sonata “Undine” for Flute and Piano by
Carl Reinecke, and Le Moment du Cristal by Yuko Uebayashi. The purpose of this
document is to discuss important musical, historical, and stylistic elements in each of the
above works.
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Introduction
The purpose of this recital abstract is to present the research I have done in
preparation for my master’s degree recital, focusing on the four pieces on the program:
Itinerant by Toru Takemitsu, Concerto in D major, K. 314 by Wolfgang Amadeus
Mozart, Sonata “Undine” for Flute and Piano by Carl Reinecke, and Le Moment du
Cristal by Yuko Uebayashi. My choices for the program of this recital were influenced
by several criteria. First, I wanted to perform a recital that would demonstrate my
knowledge of flute repertoire from a variety of time periods, genres, and styles, in which
I could synthesize what I have previously learned in repertoire that requires a greater
level of experience, skill, and maturity. It was also very important to me that this program
was diverse in terms of composer ethnicity and gender, which led to including two pieces
by Japanese composers, Takemitsu and Uebayashi, with Uebayashi also being a woman.
These programming decisions created an interesting juxtaposition between the
two Japanese composers, Takemitsu and Uebayashi, and the two European composers,
Mozart and Reinecke. The European classical tradition that Mozart and Reinecke are part
of produces music that, for the most part, has a clear outcome, goal, or destination. Even
with non-programmatic music, pieces oftentimes still adhere to the Western narrative
structure. In contrast, the aesthetics of the culture that Takemitsu and Uebayashi come
from is more focused on exploring and valuing silence, stasis, and empty space. This can
be seen in many different Japanese art forms across history, from paintings with large
swaths of blank canvas to Noh theater and its slowly unfolding plot lines. As well as
providing a historically informed analysis and explaining the significance of each piece in
the flute repertoire, I will also be highlighting the different approaches to composition
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between the Japanese and European composers and identifying how their cultural
perspectives affect their musical choices.
Itinerant, Toru Takemitsu
Toru Takemitsu (1930-1996) was a Japanese composer and writer who was a
significant figure in twentieth century classical music. Takemitsu theorized on the
importance of timbre and silence in music, an area of inquiry inspired by his
acquaintance with John Cage in the 1960s. It was around this time that Takemitsu also
developed an interest in traditional Japanese music, which he had previously distanced
himself from due to his dislike of Japanese nationalism during World War II, and he
began to incorporate elements of traditional Japanese music into his compositions.1 In
many of his works, Takemitsu invokes the Japanese concept of ma, an aesthetic that is
deeply ingrained in many Japanese art forms. Ma is the silence that sound occurs within,
creating a starting and ending point for sound events and providing contrast that gives
sound significance.2
When Itinerant was composed in 1989, Takemitsu’s ideas regarding silence in
music were already well-formed and he was leaning into traditional Japanese music for
inspiration. This is reflected in the role that silence plays in Itinerant and the similarities
of style between traditional Japanese flutes and the Western concert flute that can be
heard in the piece. Aligning with Takemitsu’s interest in Japanese traditional music,
Itinerant also resides within the context of Takemitsu’s Garden Period, an era of his
compositions that is characterized by his use of a traditional Japanese garden layout as
musical inspiration. Itinerant was written to honor the passing of Japanese American

1
2

Burt, The Music of Toru Takemitsu (Cambridge: Cambridge University Press, 2001), 92-97.
Burt, The Music of Toru Takemitsu, 236-237.
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artist Isamu Noguchi, who was a friend of Takemitsu’s. Noguchi was best known for his
sculptures, furniture, and set designs, with his work centering around exploration of
landscape and perspective in a modernist, abstract style. Noguchi created his own version
of traditional Japanese gardens, which display his art in what he called “a total sculpture
space experience beyond individual sculptures.”3 Noguchi died in 1988, and Itinerant
was premiered by Paula Robison on February 7, 1989, at the Isamu Noguchi Museum in
New York City.
Itinerant is one of Takemitsu’s three works for solo flute, along with Voice (1971)
and Air (1996). Takemitsu makes use of extended techniques throughout these pieces. In
Itinerant, these include portamentos (pitch bends), flutter tonguing, harmonics, timbral
trills, alternate fingerings, multiphonics, and whistle tones. The high level of specificity
present in the musical notation of Itinerant is typical of Takemitsu’s compositional style.
Almost every note has a dynamic marking, and in several places, he writes N.V. or H.T.,
indicating that the flutist should play with no vibrato or with a hollow tone color. He also
has his own symbols for accelerando and ritardando and uses three different types of
fermatas that indicate whether a note should have a short, long, or very long duration.
Takemitsu’s style of writing for the flute and his use of extended techniques was
influenced by Japanese traditional flutes, especially the nohkan and the shakuhachi,
instruments whose performance involves elements that are similar to effects achieved on
a Western flute. Both made from bamboo, the nohkan is a transverse flute while the
shakuhachi is an end-blown flute. On both instruments, it is common for the performer to
use their lips to slide the pitch up and down in order to play what a Western ear would
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Isamu Noguchi, A Sculptor’s World (New York: Harper and Row, 1968), 161.
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hear as quarter tones, an effect which Takemitsu translates into portamentos and alternate
fingerings on the Western flute in Itinerant. Nohkan and shakuhachi players also have
methods for overblowing notes in a way that introduces air sounds and additional pitches
into their tone.4 In Itinerant, this is emulated with multiphonics on the Western flute.
Additionally, Takemitsu’s choice of the flute for Itinerant may have been influenced by
aspects of Japanese culture. In Japan, it is believed that the flute is the only instrument
that can be heard by those who have died5, making it a perfect choice to honor Noguchi’s
passing.
In the vein of Noguchi’s work as a sculptor, Itinerant is a piece that makes use of
space and landscape. It does not have a clearly defined form, but rather can be analyzed
by looking at the smaller phrases and musical gestures that make up the piece, which are
separated by rests of varying lengths. About halfway through the piece, themes from the
first half reappear at different pitch levels, with some changes in form and rhythm; it ends
with what could loosely be described as a coda section that uses new material.
Performing the silence is just as important as playing the notes. Like an aural version of a
Noguchi garden, the notes of Itinerant can be interpreted as the sculptures, and the
silences serve as the landscape the fixtures exist within. As the title would suggest, the
performer and audience, or perhaps Takemitsu or Noguchi themselves, are wandering
through this garden, observing the sculptures from different angles.
The work’s title is also congruent with Takemitsu’s view of Noguchi and his
artwork as a “traveler”, which Takemitsu elaborates on in an essay in the compilation of
his writings, Confronting Silence. Takemitsu describes Noguchi as constantly traveling,

4
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Kishibe Shiego, The Traditional Music of Japan (Tokyo: Ongaku No Tomo Sha, 1984), 79-80.
Kazuo Fukushima, Program Note for Mei (Milan: Suvini Zerboni, 1962).
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searching not for a destination but for knowledge and experiences to enrich his life. He
writes, “[Noguchi’s] work does not end with the completion of a single piece but goes on
in an unending pursuit of the true nature of an object and of life.”6 With Noguchi, art is
constantly moving and developing, even outside of the defined parameters of the piece.
Takemitsu similarly explores a way for music to exist outside the confines of a
piece. In this way, the music of Itinerant becomes a never-ending litany, much like the
nature of grief. While it is always changing, there are recurring themes that appear
differently each time, perhaps to suggest familiar feelings of loss that the bereaved person
confronts and deals with in different ways as time passes. In performance, the flutist and
the audience can dip into the cyclical flow of grief of Itinerant with the knowledge that it
is a space, rather than a journey or narrative, and that it had come into being long before
they entered and will continue to exist indefinitely after they exit. It is Takemitsu’s
conceptualization of music and grief as a landscape that makes Itinerant powerful.
Concerto in D major, K. 314, Wolfgang Amadeus Mozart
The flute compositions of Wolfgang Amadeus Mozart (1756-1791), though few,
are some of the most frequently performed in the repertoire. The majority of his solo flute
pieces, including K. 314, were written as part of a commission he received in 1778.
While Mozart spent most of his adult life plagued by financial insecurities and rocky
relationships with family, friends, and employers, 1778 was a particularly difficult year.
Both he and his father, Leopold, had just been released from their positions in the court at
Salzburg in late 1777, and Mozart had set off on travels throughout Western Europe with
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Toru Takemitsu, Confronting Silence: Selected Writings, ed. Glenn Glasow, trans.Yoshiko Kakudo
(Berkeley: Fallen Leaf Press, 1995), 69.
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his mother, hoping to secure another job. He stayed in Mannheim through the spring of
1778, trying and failing to find a new position, before eventually moving on to Paris.
While in Paris, Mozart’s mother fell ill and died shortly thereafter.7
Although his stay in Mannheim did not yield the well-paying, permanent position
for which he had hoped, Mozart received some composition work. He made friends with
Jean Baptiste Wendling, the principal flutist of the court orchestra of Mannheim, who
helped Mozart as he tried to form connections in the city. It was through Wendling that
Mozart met Dutch East India Company employee and amateur flutist Ferdinand Dejean,
who commissioned him to write “three little, easy and short concertos and a couple of
quartets for the flute.”8 However, Mozart procrastinated on the commission, which
became a source of contention between him and his father. In letters from Leopold
Mozart to his son in February 1778, Leopold expressed doubt that Dejean would uphold
his end of his agreement with Mozart and warned him that he and his mother would not
have the funds to stay in Mannheim without Dejean’s payment.9 Still, Mozart was unable
to complete the commission in full, and as a result only received half of the original sum
Dejean had promised. He wrote one quartet, and the only full concerto he composed
originally for Dejean was the Concerto in G major, K. 313. The other two pieces were the
Andante in C major, K. 315, a single movement work that may have been an alternate
version of the second movement of K. 313, and the Concerto in D major, K. 314, which
was a reworking of his Oboe Concerto in C major, first composed in 1777.

Cliff Eisen and Stanley Sadie, “Mozart, (Johann Chrysostom) Wolfgang Amadeus,” in Grove Music
Online, 2001, accessed September 3, 2022.
8
“Mozart: A Life in Letters,”, ed. Cliff Eisen, trans. Stewart Spencer (London: Penguin Books, 2006), 221.
9
“Mozart: A Life in Letters,” 226
7
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The majority of K. 314 for flute was directly lifted from the oboe concerto and
transposed from C to D major, so K. 314 bears some signs of having been originally
written for a different instrument. One of these signs is the long phrases and sustained
notes, which are made difficult by the greater amount of air required to play the flute
compared to the oboe. However, Mozart adjusted a few aspects of the flute version, such
as changing passages of triplets to sixteenth notes and introducing more octave
leaps. One example of the latter is in the opening phrase of the exposition of the first
movement. A comparison of the flute part (top line) and the oboe part (bottom line) in
one measure of this phrase is shown below.

Figure 1
Excerpt from Concerto for Flute in D Major, K. 314 by W.A. Mozart

A possible explanation for the addition of octave leaps here was to help the flute line to
be properly heard over the orchestra. Sound projection on the flute is a challenge in this
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register, especially considering the fact that the Classical-era wooden flute had a softer
and more mellow timbre than the modern silver flute.
The characteristics of the flute Mozart was writing for could have also affected
the change of key from C to D major for the flute version of the concerto. A likely reason
for this change could be the Classical-era flute’s poor intonation tendencies in certain
keys. D and G major (the latter of which Mozart’s other flute concerto, K. 313, is set in)
were the keys with the best intonation on the flute when K. 314 was written.10
Additionally, D major would have been a good choice for a solo flute concerto based on
the characters and moods historically associated with that particular key in the Classical
era. According to Rita Steblin’s book A History of Key Characteristics in the Eighteenth
and Early Nineteenth Centuries, D major was considered by many performers and
composers to be one of the most loud, lively, triumphant, and militaristic keys.11 Even if
Mozart’s change of key for the flute version of K. 314 was purely based on the
functionality of the instrument, D major is still a fitting key for the concerto.
In regard to the structure of K. 314, each movement of the concerto has moments
where Mozart subverts typical models of form. The first movement, which is in sonata
form, features a false recapitulation, and when the actual recapitulation begins, it only
contains material from the second theme. Melodically, the first theme is also unusual due
to the fact that it begins with a four-measure sustained D. This may have originally been
written to show off the strengths of the Classical-era oboe, which would have been able
to remain stable in pitch and breath support while still providing impressive dynamic
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Nancy Toff, The Flute Book: A Complete Guide for Students and Performers, 3rd ed (Oxford: Oxford
University Press, 2012), 44.
11
Rita Steblin, A History of Key Characteristics in the Eighteenth and Early Nineteenth Centuries,
(Rochester: University of Rochester Press, 1996), 237-241.
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shaping on the sustained note. Also in sonata form, the second movement’s recapitulation
begins in the dominant instead of the tonic, and the third movement rondo ends with an
episode instead of a refrain.12
Throughout the piece, there are several points at which the performer is called
upon to perform a cadenza. During Mozart’s lifetime, it was common practice for the
performer to improvise a cadenza in performance. In modern practice, most performers
opt for written out cadenzas, either composed by themselves or borrowed from another
performer. In my performance, I am playing cadenzas adapted from those by Johann
George Tromlitz, Rachel Brown, and Konrad Hünteler. Tromlitz was an eighteenthcentury flutist, teacher, instrument maker, and author of the treatise The Virtuoso FlutePlayer (1791). Brown is professor of baroque flute at the Royal College of Music in
London and author of The Early Flute: A Practical Guide (2002), one of the leading
modern texts in early flute performance practice. Hünteler was a soloist on baroque flute
and recorder and professor of flute at the Musikhochschule Münster from 1979 to 2012.
Unlike the other three pieces on my recital program, K. 314 is not a programmatic
composition. However, due to its overall fast-slow-fast movement structure and two of its
movements being in sonata form, it bears resemblance to the pacing of a typical Western
story arc. There are also connections between K. 314 and Mozart’s operatic writing with
sonata form’s similarities to da capo aria form and the many different musical characters
present throughout K. 314, especially in the final movement. Despite not having a
program, K. 314 as a Western dramatic and story-driven work still serves as an
interesting juxtaposition to the compositions of Takemitsu and Uebayashi.

12

See Appendix A for a structural diagram of movement III.
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Sonata “Undine” for Flute and Piano, Carl Reinecke
Carl Reinecke (1824-1910) was a German pianist, composer, and teacher.
Throughout his career, he held various leadership and teaching positions across Western
Europe, concluding with his directorship of the Leipzig Conservatory.13 As a composer,
Reinecke wrote several symphonies, operas, choral pieces, instrumental chamber pieces,
and concertos for flute, cello, violin, harp, and piano. Reinecke’s works for flute are
among the most frequently performed of his catalog. His Ballade, Flute Concerto, and
Sonata “Undine” are all part of the standard Romantic-era flute canon.
Reinecke composed “Undine” in 1882, and it was premiered in Paris on February
15, 1883. The piece was dedicated to Reinecke’s colleague at the Leipzig Conservatory,
the flute professor Wilhelm Barge, but Paul Taffanel of the Paris Conservatory gave the
premiere.14 “Undine” was a somewhat unusual addition to the repertoire at a time when
many composers were writing for solo voice, piano and strings. As Kyle Dzapo writes in
his book Notes for Flutists: A Guide to the Repertoire, “Undine” stands out as a full
Romantic sonata when composers like Taffanel and Doppler “were writing light-hearted,
virtuoso theme-and-variation pieces and opera fantasies and other composers were
ignoring the flute as a solo instrument.”15 Previously, the flute as a solo instrument had
been largely left out of the German Romantic tradition of the nineteenth century, and
“Undine” is a masterful representation of that style.
The “Undine” subtitle Reinecke added to the sonata was in reference to the
popular German novella of the same name, written by Friedrich Heinrich Karl, Baron de

Reinhold Sietz, “Reinecke, Carl,” Grove Music Online, 2001, accessed September 3, 2022.
Henrik Wiese, “De Première in Leipzig van de Fluitsonate Op. 167 van Carl Reinecke. I,” Fluit 20, no. 4
(September 2012): 5.
15
Kyle Dzapo, Notes for Flutists: A Guide to the Repertoire (Oxford: Oxford University Press, 2016), 56.
13
14
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la Motte Fouqué in 1811. The book tells the story of the water nymph Undine, who lives
with her adopted parents, a fisherman and his wife, in a forest on an isolated peninsula.
Although she appears to be human, Undine’s nature as a water spirit means that she has
no soul and can only obtain one by falling in love with a mortal man. However, Undine’s
malicious water spirit uncle, Kühleborn, has placed a curse upon her dictating that if her
husband is unfaithful, she must kill him.
One day, the knight Huldbrand journeys into the forest at the behest of Bertalda, a
nobleman’s foster daughter he is trying to woo. When a storm rolls in, Huldbrand takes
shelter with Undine and her adoptive parents in their cottage. During the time spent
waiting for the storm to pass, Undine and Huldbrand fall in love, and they are married by
a priest that happens to stop by the cottage also seeking shelter from the storm. The
morning after the wedding, Undine reveals her identity as a water spirit to Huldbrand.
Once the storm passes, Huldbrand and Undine leave for his castle in the city. On the way,
they encounter Undine’s uncle Kühleborn, whom she fears now that she is married and
his curse could one day come into effect.
In the city, Undine befriends Bertalda, who moves into the castle after it is
revealed that she is the actual daughter of Undine’s adoptive parents who disappeared as
a child just before they found Undine. Kühleborn continues to plague them, appearing as
a shade in the castle at night. Undine discovers that Kühleborn has been coming into the
castle via a fountain, and she orders it to be sealed, preventing her uncle from tormenting
them at home any longer. This angers Huldbrand because Bertalda loves the fountain, but
Undine explains her reasoning and begs him to never express anger towards her when
they are near water, otherwise Kühleborn will take her away.
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However, Undine’s problems with Kühleborn resurface when she, Huldbrand, and
Bertalda take a trip to Vienna on the Danube. Kühleborn makes the waters of the river
turn choppy and sends storms to halt their progress. Undine attempts to overpower her
uncle to little avail. Huldbrand, frustrated at the situation, says that he wishes he married
Bertalda instead so that he wouldn’t have to endure this. Undine is devastated and
Kühleborn drags her into the river, despite Huldbrand expressing his regret for what he
said. But as time passes after returning home without Undine, Huldbrand decides to
marry Bertalda instead. Although he is warned against the decision by the priest who
originally married him and Undine, and by Undine herself in his dreams, he and Bertalda
still go through with the wedding. Shortly after, Bertalda wishes for the fountain in the
castle to be unsealed, and Huldbrand obliges. Undine then emerges weeping from the
fountain’s waters, forced to fulfill Kühleborn’s curse, and drowns Huldbrand with a kiss.
The story ends with Undine transforming herself into a stream to encircle Huldbrand’s
gravestone, so that she may be beside him in death for eternity.
Reinecke’s use of the typical Romantic sonata structure in four movements lends
itself well to the progression of Undine and Huldbrand’s story. The first movement
reflects their first meeting and falling in love. The wave-like contours of the main theme
and core tonalities of E, B, and A minor represent the storm that caused their encounter
and foreshadow the turbulent nature and tragic ending to their romance. The second
movement is a scherzo in B minor, interspersed with two trio sections, the first of which
is a solo for the pianist. In Notes for Flutists, Dzapo proposes that each trio is a
representation of Huldbrand or Undine. He argues that the first trio can be connected to
the knight Huldbrand due to its dotted rhythms, which have been associated with royalty
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and nobility since the French overtures of Jean-Baptiste Lully.16 The second trio, a sweet
love theme in B major, is Undine’s section. While the second movement is light and
playful, evoking feelings of new love, it also comes across as erratic due to the
arpeggiated staccato figures, perhaps alluding to the problems and insecurities in their
relationship.
The third movement is slow and lyrical, conveying a sense of peace and calm. As
in the previous movement, there is a stark shift to a different key and thematic area
partway through with the molto vivace section in B minor. Here, the themes from the
turbulent first movement reappear, perhaps representing Kühleborn interrupting the
lovers’ happiness with his schemes. The third movement ends by returning to the same
material from its beginning, before its calm is shattered in the fourth movement. The
finale, in which Undine is taken away into the Danube, is full of intensity and passion.
She helplessly watches Huldbrand decide to betray her, knowing that she will be forced
to kill him. Undine’s desperate resistance against the inevitable outcome is portrayed
through the continuous, driving repetition of a two-note descending figure that often
outlines dissonant intervals like tritones and major and minor seconds. Halfway through
the movement, the melodies become wave-like again and modulate through keys quickly,
building to a climax that suddenly leads into a coda and an unexpected shift to E major.
Here, Undine’s love theme from the second trio of the second movement returns,
signifying Huldbrand’s death. The Finale ends softly after several repetitions of the love
theme, as Undine becomes the silent stream that surrounds her husband’s grave.

16
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For the performers, Reinecke’s “Undine” sonata requires stamina, power, and
sensitivity. The flute and piano parts are equally demanding in terms of technique and
expression, making it a serious undertaking for both performers. “Undine” is a significant
part of the repertoire, finally allowing the flute as a solo instrument in on the tradition of
German Romanticism that permeated nineteenth century western music. In the context of
my recital, its strong connection to the Undine novella makes it a perfect example of
thematically rich, story-driven Western programmatic music.
Le Moment du Cristal, Yuko Uebayashi
Yuko Uebayashi (b. 1958) is a well-known composer in the genre of
contemporary flute music. Being a flutist as well as a composer, she began collaborating
frequently with the Japanese flute orchestra Umibue-no-kai after her graduation from
Kyoto City University for Arts, which inspired a love for writing for flute that has
continued throughout her career. A common theme in Uebayashi’s music is imagery of
landscapes and nature. Many of her pieces are inspired by certain places and moments,
delving into the emotions and memories that these spaces evoke in a musical
medium.17 Uebayashi’s compositions are also often born from her collaborative
relationships with certain performers. Her other pieces for flute include A Romance of
Orcia, written for Nobutaka Shimizu; Misericordia, for Carol Wincenc; and Au delà du
temps, for Jean Ferrandis. Because Uebayashi wrote each of these compositions with a
specific performer in mind, they showcase the performers’ strengths and hallmarks of
their musicianship, even relating to their individual personalities.18

Pei-San Chiu, “The Flute Music of Yuko Uebayashi: Analytic Study and Discussion of Selected Works”
(DM diss., Indiana University, 2016), 2-9, IUScholarWorks Open.
18
Chiu, “The Flute Music of Yuko Uebayashi”, 13-15.
17
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Le Moment du Cristal, which was written for Seiya Ueno, is representative of
both Uebayashi’s affinity for collaboration and her portrayal of landscape in her music.
Uebayashi first heard Ueno perform at the Jean-Pierre Rampal International Competition
in 2008, and then again in a masterclass in 2012. She was drawn to his brilliant
musicality and technique and decided to compose a piece for him with the goal of
showcasing his playing style while also capturing his musical perspective as a young
virtuoso (Ueno was in his early twenties at the time). Le Moment du Cristal was written
quickly following Uebayashi’s second hearing of Ueno in 2012. She composed the piece
in little over a month, starting in mid-July and finishing at the end of August that year.
Ueno gave the premiere that September in Tokyo.
The rapid pace of Le Moment du Cristal’s composition and premiere reflects
Uebayashi’s intention for the work, which was to hurry to capture Ueno’s sound as it was
at that specific time and use it to portray a musical moment.19 In the program note,
Uebayashi reflects more on the certain imagery and emotions she was attempting to
depict in the piece.
My idea was, the piece would be three-part, and I hoped this music would
have young passion, transitoriness, saltation, sadness, and every part of
brilliance. After sunset, the west side of the sky gets gentle pink in a
moment. A silence of the end of a day and a feeling of rebirth of tomorrow
will cross there. I hope you will feel something like that at the end of the
piece.20

As Uebayashi states, Le Moment du Cristal is a one-movement work with three
parts. The piece opens with two statements of the flowing, lyrical main theme. These are
interspersed with transition sections in which the flute plays syncopated, improvisatory

19
20

Chiu, “The Flute Music of Yuko Uebayashi,” 66.
Chiu, “The Flute Music of Yuko Uebayashi,” 67.
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gestures that blend into the texture of the piano part. Uebayashi places accents over
certain notes to outline motives from the main theme present in the short fragments. In
the Allegro section, the fragmented gestures persist, now with excitement and energy.
Rather than having a clear goal or direction, Uebayashi’s writing seems to be exploring
the space and possibilities of the musical ideas. This can be seen in the way she repeats
small gestures, varying and combining them to create phrases as if trying to exhaust
every available developmental option for each musical idea. The transition out of the
Allegro and into the final slow section begins with a cadenza-like solo moment for the
flute. This feels like both an improvisation and an exploration of the flute sound’s
relationship with silence, as Uebayashi writes rests that last almost two measures in two
different spots in the cadenza. When the piano enters again, the music becomes even
more spatial. The contours of the main theme stretch across measures, floating along
without any urgency. The last complete statement of the main theme is in B-flat, and the
piece ends with Uebayashi repeating the last phrase of the theme in B. With the half-step
shift in tonality and the final note disappearing into silence, the end of Le Moment du
Cristal feels peaceful yet promising of something new to come.
Similar to Takemitsu, the influence of Uebayashi’s Japanese background can be
heard in her music. In Le Moment du Cristal, Japanese aesthetics are combined with
Western classical traditions. While the macro structure of the piece, which could be
described as ABA form, matches common classical structures with the reuse of material
from the first section in the third section, Uebayashi’s treatment of the material itself
differs from what a Western composer might do. The exploration of themes within the
larger form follows no definable plan, seeming to be more improvisational, or perhaps
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based upon emotion or sheer curiosity with no inhibitions. The moments of silence in the
cadenza and long, spatial lines at the end of the piece also reflect the aesthetic of ma.
With its many cultural influences, Le Moment du Cristal is an insightful work of
programmatic and landscape music approached from outside the Western classical
tradition.
Conclusion
A unique aspect of this program is that it features pieces by two Japanese
composers and two European (specifically, German and Austrian) composers. Each
group of composers, due to their own culture, has different philosophies, aesthetics, and
priorities in their approach to composition. Takemitsu and Uebayashi both express a state
of being with no story or destination, with Itinerant exploring a continuous state of
mourning and Le Moment du Cristal exploring the potential of Seiya Ueno at the point in
time it was written for him. On the other hand, Reinecke’s “Undine” sonata follows the
structure of the novella it was inspired by so closely that almost every section of each
movement can confidently be correlated to a specific part of the story. And while
Mozart’s concerto does not have a program associated with it, its stylistic allusions to
opera and fast-slow-fast movement structure give it the elements of a Western story arc.
Placing all four of these pieces on a program together highlights these differences in
musical approach and demonstrates how the cultural backgrounds of these composers
affect their music because it affects how they perceive the world and the role and
function of their art within it. For a master’s-level recital, these pieces are not only good
choices for displaying mastery of flute technique and musical interpretation, but are also
exciting, diverse, and thought-provoking for both the audience and performers alike.
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Appendix A
Form Analysis of Mozart’s Concerto in D major, K. 314, movement III:
Measure 1
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Section

A1

B1

A2

B2

A3

C1

A4

C2

Key

I

I, V

I

I, V,

I

V, I

I

V, I

Areas

VI
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Breanna Daley, Flute
In a Master’s Recital
assisted by:
Dr. Robin Guy, piano
In partial fulfillment of the requirement
for the Master of Music degree in Flute Performance
From the studio of Dr. Hannah Porter-Occeña

Itinerant

Toru Takemitsu
(1930-1996)

Flute Concerto in D major, K. 314
Allegro aperto
Adagio ma no troppo
Rondeau (Allegro)

Wolfgang Amadeus Mozart
(1756-1791)

Intermission
Sonata “Undine” for Flute and Piano
Allegro
Intermezzo (Allegretto vivace)
Andante tranquillo
Finale (Allegro molto agitato ed appassionato, quasi Presto)

Le Moment du Cristal

Davis Hall, at 6:00 P.M.

Carl Reinecke
(1824-1910)

Yuko Uebayashi
(b. 1958)
Tuesday, October 4, 2022

